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How the Knowledge within Country Informs Aboriginal Arts Practices and 
Affirms and Sustains Identity.  
 
Pamela Croft Warcon & Bronwyn Fredericks 
 
Abstract 
Australian Aboriginal peoples have a long history of relationships connected to 
Country: Australia’s landscapes and seascapes and all the animals and plants and 
peoples that inhibit them. With an increasing shift of Aboriginal people to large 
urban areas and regional centres it does mean that many Aboriginal Australians 
now pass through, dwell, and live within the Country belonging to other Aboriginal 
Australians. This does not mean that one’s connections to Country are lost, or that 
the significance of Country is no longer present. Pamela Croft and Bronwyn 
Fredericks live within Rockhampton region of Central Queensland: the Countries of 
the Darumbal (mainland and coastline) and the Woppaburra (Keppel Islands), who 
are intricately linked through history and relationship within Country. Within broader 
Australia, this region is marketed as the ‘Beef Capital of Australia’ and where ‘the 
beef meets the reef’ (Great Barrier Reef). It is also at the southern end of one of 
the world’s greatest wonders; the World Heritage listed Great Barrier Reef. This 
presentation will demonstrate how the knowledge base from within the Countries of 
the Darumbal and Woppaburra can and does inform land- centred artistic crafts 
practice in the every day and enables a focus on cultural sustainability for the 
Indigenous and non-Indigenous generations to come. 
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In beginning this paper, we, Bronwyn Fredericks and Pamela Croft give honour to 
all of our ancestors and we ask our ancestors and the ancestors of the Nungawal 
people, the Traditional Owners of this area, to assist us to express in most sincere 
way what we needed to express within this paper. We say to you that if you are not 
prepared to accept the integrity, sincerity and the honour bound within our paper, 
then, please consider not viewing the images in this presentation, and not hearing 
the words that will be spoken. If you stay, then you are accepting the premise from 
which we are speaking.  
 
To work with each other as Aboriginal women and giving voice to each other, and 
then for us not to have a voice within our work and also within the context of our 
public work is a contradiction. The process of giving each other voice as Aboriginal 
women is essential. Aboriginal peoples and Aboriginal women for too long have 
been silenced. We need to regain our voices and maintain our voices. We decided 
that for this paper we would not to write in the third person, we refuse to become 
voiceless and silent when we are trying to tell our stories. As Aileen Moreton-
Robinson wrote when referring to her work representing an Indigenous standpoint 
within Australian feminism, ‘My role as an academic analyst is inextricable from my 
embodiment as an Indigenous woman’ (2000, p. xvi). Moreton-Robinson argues 
that she cannot separate her Aboriginal self away from her academic analyst self. 
Aboriginality implies certain assumptions about how one sees the world in the 
same way that other cultures, including Anglo-Australians, have a set of 
assumptions related to how they see the world. We thus acknowledge our own 
Aboriginality in the same way that Aileen Moreton-Robinson acknowledges her 
Aboriginality as integral to her research. Pamela Croft is of the Kooma clan, of the 
Uralarai people, South West Queensland. Her Aboriginality is traced through her 
maternal kin. Bronwyn Fredericks is an Aboriginal woman from the South-east 
Queensland region. Her Aboriginality is also through her maternal kin. We have 
known one another for over 18 years.  
 
We have spent much of our lives being placed in the category of ‘Other’ in 
Australian society.  We acknowledge up front that we dislike reducing ourselves to 
Other, yet at the same time know that we cannot reduce ourselves to just 
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dominant, central, non-Indigenous and female. Although as Aboriginal women we 
attempt to concentrate upon accounts that are truly Aboriginal women’s, which 
deconstructs Eurocentric views, we recognise that we are also tied by convention 
to the many terms which promote the unitary vision of an Australia. We as 
Aboriginal women are designated as Other and yet still encompassed within 
dominant Australian society. Our colonial experiences are tied to the colonisers, 
while still being them and us, we and you. We know few other words to describe 
peoples who are non-Indigenous. One is either Indigenous or non-Indigenous, 
Aboriginal or non-Aboriginal. We have learnt that one is either white, or not-white, 
Anglo-Australian or Other. As if you are not an Australian if in the Other category. 
In this we acknowledge the essentialism that maintains the binary of the - us and 
them, the same and different, the inside and outside. Some people are mixtures of 
the binary, coloniser and colonised within our bodies and within our cultural 
memories (Brady, 1999; Croft, 2003; Fredericks, 2003; Robinson, 1997).  
 
In 1995 we both found ourselves living in the Country of the Darumbal people 
(Rockhampton and Capricorn Coast) and the Country (islands and waters) of the 
Woppaburra people (Keppel Islands). We were both working and undertaking 
postgraduate studies. We would talk for hours about the texts and papers we were 
reading or a conference paper we may have heard or artwork we had seen. We 
would debate and dialogue on issues and began to unravel some understandings 
that we had of the world. We began to see that although Aboriginal women were 
often categorised as marginal, disadvantaged and Other, that this provided us with 
opportunities to learn, think, judge, speak, listen, act and to come to know the 
world as we know it. We came to understand that in terms of knowledge, this is 
also what gives us power. We also came to realize that that there were things 
within our lives, within our knowledge bases and within the way we analysed that 
went beyond what was being theorised. We each made the decision that we 
needed to place some of our knowledge to the side until after we finished our 
postgraduate studies in light of the priorities we had at that time. 
 
We did try to work with others within the larger Rockhampton community, including 
women’s circles, arts groups and community development groups. We felt that 
some non-Indigenous people did not welcome our questioning of the paradigms or 
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their set ideas about what they saw as Aboriginal visual arts and Aboriginal writing. 
We didn’t fit within their defined ideals and concepts. Some we think felt 
threatened with our attempts to bring race into the debates. Others across a range 
of sectors focused on particular Aboriginal women and men that they wanted to 
include in their projects or events and isolated others in the process by their 
actions. This happened at the same time they were proclaiming that they were 
trying to be inclusive. Locally we have both felt sidelined at times and have 
frequently witnessed the privilege of whiteness in operation. For example, we have 
watched non-Indigenous and other Aboriginal people be offered jobs over us, 
when we were more educated and had more experience (sometimes we were told 
we were too qualified), we have been asked to give our time on projects when 
non-Indigenous people were paid for their time (even when we were unemployed), 
and in one instance we watched our issues not being raised by a woman we spoke 
with because she said it might impact on her future job prospects even when the 
topic of discussion was a one-day workshop on whiteness and racism. The woman 
was a speaker at the workshop and on the organising committee. When such 
instances have happened locally within the arts arena in terms of choices of artist, 
it has been particularly hurtful to Pamela as it directly impacted on her financial 
income and therefore her capacity to support herself as a full-time practicing artist. 
She has been seen as an Aboriginal artist and all the imagery that accompanies 
this label and not as an artist who has been highly educated in fine arts in terms of 
techniques, skills and knowledge. There are many other examples that cut across 
all areas of our lives as Aboriginal women as they cut across the lives of many 
other Aboriginal women. Bell Hooks describes in part this process of selection of 
some people over others, ‘Black women are treated as though we are a box of 
chocolates presented to individual white women for their eating pleasure, so they 
can decide for themselves and others which pieces are most tasty’ (1994, p.80). It 
is not just white women who are party to this but so too are white men and at times 
other Aboriginal people. We know that at times we have been seen as the most 
tasty and at times the most unpalatable. We wanted to be able to affirm and act 
from our Indigenous epistemological and ontological foundations and offer 
resistance to the colonial forces that consistently try to silence us or make us what 
Mihesuah calls ‘window dressing’ (2004, p.44). That is they want us but not our 
opinions. In addition, we wanted to resist cooption to a position of intellectual 
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servitude to members of the dominant society. We didn’t want to play the role that 
Deloria terms, a ‘house pet’ (2004, p.29).We have been trying to enact part of our 
responsibilities as Aboriginal women within the arts arena (Alfred, 2004; Deloria, 
2004). Enacting responsibility within the arts arena or in other arenas does not 
mean taking up every offer to be ‘included’ or for ‘inclusion’. It does mean that we 
need to critically think through how we are engaged in and what we think our role 
should be (Nakata 2004). We have made the decision to engage with this 
conference and to engage with the topic of what sustains us and our work.  
 
Developing a space to work and sustain ourselves 
So what has sustained us? What sustains Pamela’s arts practise and what 
sustains Bronwyn’s literary practise? How have we been able to work together and 
sustain individual growth and build a strong creative collaborative partnership? It 
has been through planned and strategic action and not as a result of coincidence 
and opportunity. Towards the end of our doctoral studies we started brainstorming 
ideas and planning what we could work on together. We wanted to dry aw on our 
knowledge, skills and abilities and to step outside the traditional areas of our 
disciplines or what people expected of us. We wanted to assist in giving each other 
voice and rejoicing in our voices. We felt a need to regain our voices and maintain 
our voices.  We wanted to illuminate and enhance our intellectual understandings 
of our Aboriginal woman experiences and the experiences of others. We knew we 
didn’t want to perpetuate the western knowledge that we had learnt back on 
communities in ways that were biased or neo-colonial. We understand based on 
experience what is colonising in orientation and what is liberatory in nature. We 
have the capacity to talk back to that knowledge now, which we didn’t have before 
we undertook our studies. Martin Nakata explains that one issue for Indigenous 
scholars is how to speak back to the knowledges that have been formed around 
what is perceived as Indigenous positionings within Western worldviews (1998, 
p.4). Nakata essentially asks ‘how do we speak to what is known about us, written 
about us and not owned by us?’ We as Aboriginal peoples and as Indigenous 
researchers within the research academy need to challenge what is written about 
us and what knowledges are controlled about us, otherwise we will continue to 
perpetuate the untruths and the ways in which we are marginalised, minimised, 
misrepresented, represented and devalued (Nakata, 1998; Rigney, 1997, 2001). 
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Lester-Irabeena Rigney states that, ‘sadly, the legacy of racialisation and its 
ideology continue to re-shape knowledge construction of Indigenous Peoples via 
colonial research ontologies, epistemologies and axiologies which is so 
fundamentally subtle and ‘common sense’’ (1997, p.6). Linda Tuhiwai Smith’s work 
is powerful in providing an argument for decolonising methodologies (1999). From 
this premise, we started to focus on opportunities for us to create innovation and to 
contribute to change. We believed that if we developed an approach that reflected 
our values and beliefs and supported the broader political struggle that we would 
be reflecting the spirit of our ancestors, the spirits of those people who are alive 
today and those of the future.  
 
Rigney (1997, p.2) suggests the employment of Indigenist principles, as a, ‘step 
toward assisting Indigenous theorists and practitioners to determine what might be 
an appropriate response to de-legitimise racist oppression in research and shift to 
a more empowering and self-determining outcome’ (1997, p.2). Wheaton (2000) 
argues for the need for Indigenous peoples to develop processes that are about us 
as Indigenous peoples in order to represent us best. There is without doubt a need 
for Aboriginal processes that reflect who we are, what we do, how we think, our 
protocols and processes, in order to represent us best. We began to view 
Pamela’s artworks and talk about them, bringing in the theories and knowledge 
bases we had learnt about and our discussions on them. We drew on areas such 
as: history, colonisation, decolonisation, feminism, cultural studies and the arts and 
health sciences. We started to draft works combining Pamela’s art works and 
drawing on Bronwyn’s words. We tried a range of ways to present our work and 
sent some off to journals. They came back with comments such as we needed to 
be more scholarly; scientific; objective; empirical; or logical. It became clear that 
even some of the journals that regarded themselves as more progressive 
maintained sexism, racism, imperialism and white supremacy in determining what 
is objective, scientific, logical or scholarly writing. Bronwyn started to think more 
broadly and drew from the innovation and creativity in our collaboration and 
translated it across to the selection of journals (Fredericks, 2008; 2007; 2006a, b, 
c). We slowly began to publish our work (Fredericks and Croft, 2008; 2007) and we 
are now getting requests, and publishing companies want to talk and meet with us. 
 8
People are quoting our work in lectures, tutorials and publications here and 
overseas and we are getting paid work in Australia and overseas. 
 
We work with respect for one another and understand that the gifts we have, and 
our experiences and knowledges compliment one another. We work not in 
competition but in ways that help each other grow and develop and become 
increasingly wiser. We have learnt to respect each other’s spaces and need for 
silence as well as the need and spaces of speech. We know that silence is 
powerful just as words can be powerful. We have engaged in activities within the 
environment together in ways that stimulate our senses and drive our passions for 
our work. We have hunted and gathered together for food and items for Pamela’s 
artworks all the while talking and being Aboriginal women within the landscape of 
Country. We have tried to work in ways that honour the ancestors of the Country in 
which we have worked and asked for their support along with the support of our 
own ancestors. We have laughed madly with each other at our actions and cried 
too. We acknowledge too that we both have boundaries within our working 
relationship. We both have Indigenous partners and offer respect for our sacred 
bonds between our selves and our partners. We both have significant other people 
in our lives. Some of whom are known to both of us. We don’t tread over and on 
these bonds. We want to continue to develop and become better at what we do as 
individuals and as a collaborative partnership. We want to be wise old women who 
know and regard each other as sisters. We acknowledge one another’s suffering 
and the struggles we have in maintaining our sense of Aboriginality and the 
objectification of Aboriginal peoples that at times tries to make us voiceless.  
 
We want to dwell within our subjectivity. Sometimes we do feel the harshness of 
the people and the landscape of the world in which we live. It is at times like this 
that we console each other, and then look for the gaps, like crevices within what 
appears to be barren ground that can be worked on, and utilised to challenge, and 
to attempt to make changes that have an impact.  We reflected on the work of 
Robert Warrior (1999, 1995) whose research efforts have stressed the need for 
Indigenous intellectual sovereignty (1999, 1995). He maintains that Native 
American intellectual traditions need the freedom to break away from the 
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constraints of the Western academy (1999, p. 11). In his argument Warrior outlines 
that sovereignty is the path to freedom via a process of emergence for Indigenous 
peoples, as a group or collective (1995, p. 91). He provides direction that 
intellectual sovereignty is a process; it is not about outcome (1995, p.91). It is 
about the speaking, reflecting and articulation through a range of means about the 
Indigenous struggle and what strategies to freedom are needed. In order to bring 
about the required changes within the knowledges bases, we understand that 
there must be a link between our work and the political struggle of our 
communities. We also understand that our work joins the collectively work of other 
Aboriginal and Torres Strait Islander peoples. From this basis we refuse to accept 
that we are being difficult, stirrers or that we are problematic. It is our engagement 
within the Countries of the Darumbal and Woppaburra that gifted us this learning 
and which provided us with a site where we can talk and be who we are, enact 
strategies for emancipation, liberation, subjectivity and resistance, and where we 
can individually and jointly speak and work.  
 
In terms of our studies, Pamela became the first Aboriginal person in Australia to 
graduate with a Doctor of Visual Arts (Croft, 2003) and Bronwyn graduated with a 
PhD in Health Science (Fredericks, 2003). Pamela is recognised as an artist, 
educator and community cultural worker and in 2007 was awarded a two year 
Fellowship from the Australia Council for the Arts. At present she is working on her 
new art series and finishing a project with the company 7th Wave where she has 
been working with Matt Ruggles who is making a documentary about her life. It is 
titled Back to Brisbane. Bronwyn is recognised as a writer, educator and activist 
and someone who can combine the analytical and experiential within the health 
arena. She was recently awarded a four-year Post-Doctoral Fellowship from the 
National Health and Medical Research Council and is based at the Department of 
Epidemiology and Preventive Medicine, Monash University and the Centre for 
Clinical Research Excellence (CCRE) with the Queensland Aboriginal and Islander 
Health Council (QAIHC). She is also a Visiting Fellow with the Indigenous 
Research Studies Network (ISRN) at the Queensland University of Technology 
(QUT). While sharing these achievements we are conscious that the achievements 
are markers of success that have developed within the western world. In addition, 
that while there may be benefits gained from the achievements in that they assist 
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in the political struggle for and with Aboriginal and Torres Strait Islander peoples 
they do not as entities assist in social justice, equality and equity. They do not 
remove or contribute towards the reduction of racism or oppression. We look 
towards women like Patricia Monture-Angus (1995) and Linda Tuhiwai Smith 
(1999) and to Australian Aboriginal women like Aileen Moreton- Robinson (2008; 
2007; 2000), Jackie Huggins (1998), Wendy Brady (2007; 1999) and numerous 
others for inspiration and support. We also know that it is useful to reflect on what 
our ancestors might have done, how they might have acted, and how we might 
honour them in our behaviour. It is when we are experiencing particularly hard 
times that we draw on the courage of our ancestors to strengthen ourselves as 
warrior women.    
 
Pamela Croft Warcon 
This section of the paper will take the form of an interview in order to draw out the 
sustainable elements of Pamela’s arts practices and arts career and to showcase 
Pamela’s particular art works.  
 
Bronwyn Fredericks: Most of your artworks are land-centred. You have often told 
me that you try to portray the importance of tradition, recognition of ancestors, 
respect for uniqueness in spiritual expression and facilitate an understanding of 
history and culture, a sense of place and connections to family and community. I 
know that you endeavour to challenge non-Indigenous people to come to an 
understanding of Aboriginal worldviews and that you struggle to seek new sites of 
reconciliation. For example your work titled ARTsongs presented multiple sites of 
reconciliation. Can you discuss ARTsongs. 
 
Pamela Croft: My work in ARTsongs revealed possible new alternative sites of 
reconciliation between Aboriginal and non-Aboriginal Australians and the possible 
forces for reconciliation. I tried to get people to open their minds, hearts and spirits 
and to move beyond what they thought was acceptable, to rethink. I was 
particularly inspired by bell hooks, an influential and inspiring feminist, especially 
her book Teaching to Transgress (1994) where she outlined the need to create 
new visions, transgressions and move against and beyond boundaries. In 
ARTsongs, I created a series of thematic installations and works in a variety of 
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mediums. These installations show the cultural texts of otherness. The concepts 
explored and examined are issues of personal identity; the effects of dis/placement 
(decolonisation, whiteness); history and memories; and the relationship of power 
through which identities are configured and manipulated. I try and connect the past 
and the present to the future to sustain Indigenous culture and Indigenous 
memory. I try to interweave the threads of colonisation, Indigenous identity, history, 
land, family, well-being, connections and relationships. The ARTsongs develop 
spaces of narrative landscape as sites for reconciliation that mimetically trace and 
document previous and existing narratives, in order to become alternative sites 
and spaces for possible interaction with the wider community. This is how the work 
of hooks has been incorporated within my work.  
 
Other women writers who have influenced my thinking and narratives include 
Jackie Huggins, Aileen Moreton Robinson and you. Jackie Huggins began writing 
in Australia in the 1980s about how gender is lived through racism, sexism and 
classism and social constructions of race, gender and class in society. Huggins 
placed white women in Australia in the position of coloniser and oppressor, and 
stated that white women needed to address their own racism. I came to see my 
positioning as an Aboriginal woman and artist in greater depth and realised that my 
artwork had to reach out and challenge both women and men from this basis. 
When Aileen Moreton-Robinson’s influential work Talkin’ Up to the White Women 
(2000) was launched, which details an Indigenous standpoint from which to view 
feminism in Australia, I remember thinking wow, what courage! Moreton-Robinson 
demonstrates the multiple attributes of whiteness and feminism and the impacts 
these have on Aboriginal women. She gave us in Australia an incredible text and 
me an understanding of how Aboriginal women are positioned. Some of your 
writing Bronwyn has given me a greater understanding of issues around feminism, 
education and community. I have gained more courage to talk through my own 
narratives from the writings from the women I have named and others. 
 
I used the word ARTsong to connect me to the ‘old way’ concepts of ‘singing 
Country’ and ‘songlines’ rather than the Western notion of visual art. When I say 
the ‘old way’ in this context, I am referring to the Aboriginal way. The first ARTsong 
theme was titled Land Home Place Belong which focused on identity, personal 
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history, ancestral beliefs of Country, relationships to land and sovereignty, home, 
belonging, dis/placement. My aim was to investigate the location of culture, beliefs, 
value systems, language, relationships and people. The collection of works within 
ARTsong 1 was a response to some harsh realities shared by Aboriginal and non-
Aboriginal Australians. The acrylic on canvas painting Land Home Place Belong 
(Figure 1) has been shown nationally and internationally and was used on the 
cover of a book focusing on identity within Australia. I undertook some of the work 
in this collection when I was an Australia Council artist-in-residence at the Cite’ 
Interantionale des Arts in Paris. There is a woman’s figure within the painting. This 
figure represents me and others like me, and questions I had about placement in 
Australia and the other narratives already discussed.   
 
 
 
Figure 1. Land home place belong. Pamela Croft Warcon. 
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Bronwyn Fredericks: ARTsong 2 also references your lived experience as an 
Aboriginal woman and as being a member of ‘The Stolen Generation’. ‘The Stolen 
Generation’ was the term used in Australia by the Human Rights and Equal 
Opportunity Commission Report to refer to the policy of white assimilation that 
resulted in the forced removal of Aboriginal children from their birth parents into 
care of white Australian families.  Your choice of media is also informed by your 
training in both Aboriginal and Western traditional art forms.  
 
Pamela Croft: ARTsong 2, titled No more secrets was a focus on the experience of 
the Self, placement and other cultures. I was one of ‘The Stolen Generation’. I was 
one of the children taken from my Aboriginal mother and placed with a white family 
as a result of government policy. I was a six years girl when I was taken from my 
mother. This had an impact on me as a girl and impact on my mother as a woman 
and it continues to impact upon us as individuals and in our relationships to one 
another today. ARTsong 2 explores the complexity of the Stolen Generation’s 
experience:- the effects of colonisation, memory and secrets, femaleness, Country, 
humanity, place, grief and loss in relationship to land, family connections, stories 
and narratives, locations, land forms and sites.  
 
What ARTsong 2 also attempts to do is articulate and sustains practical 
reconciliation in the narrative of visual language and adds new knowledge to the 
wider repository of historical knowledge about Aboriginal lives. I attempted to 
highlight Aboriginal stories by acknowledging their spirituality and their ecological 
connections to ancestral beings. ARTsong 2 is a contemporary record that 
intervenes in the white discourse of history and articulates a personal history and 
reflection that may have otherwise remained hidden. ‘The Stolen Generation’ is a 
shared history held by both Aboriginal and non-Aboriginal Australians and needs to 
be viewed as such. This means too that it is about both Aboriginal and non-
Aboriginal women. Not only did my relatives connect because of this art, but also 
members of the public. My aim is that Australians and international viewers are 
drawn into the unfolding story of ‘The Stolen Generation’ and also Australian 
reconciliation.  
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Bronwyn Fredericks: When ARTsong 2 was shown in a national exhibition it 
received both praise and acknowledgment but it also raised a lot of anger and 
criticism. This work was later purchased by the Australian National Museum. How 
did you react to this, especially as some of the works disclosed some very 
personal traumas in your life and in the lives of other Aboriginal Australians?  
 
Pamela Croft: ARTsong 2 stirred up a lot of discussion. At the time Australians 
were talking about whether John Howard, Australia’s Prime Minister should say 
sorry to ‘The Stolen Generation’ for what happened. He refused and still refuses to 
do so. The media portrayed two views. One view being that saying sorry might 
raise legal issues in relation to compensation. The other view being that it wouldn’t. 
One of the elements in No more secrets was called The Sorry Wall (Figures 2 & 3). 
Its focus included ‘The Stolen Generation’ and extended beyond to a range of 
issues that many Aboriginal people, families and communities witnessed and 
experienced. The Sorry Wall was made up of 95 bird cages and each bird cage 
had smaller installations relating to cultural relationships and colonisation. Each 
highlighted the religious domination associated with the early missions: trauma, 
rape, murder, racism, sexism, the removal of Aboriginal people from land, the 
denial of Aboriginal languages, cultures and ceremony and attempts by the 
colonisers to control.  
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Figure 2. The Sorry Wall. Pamela Croft Warcon. 
 
 
Figure 3. The Sorry Wall. Pamela Croft Warcon. 
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In one of these birdcages, Meeting Place (Figure 4), the symbolism represents 
traditional meeting places… the circles, the dots in circles and the gathering of 
people. We had and have Aboriginal women’s places, men’s places and 
community places. The cage in this context represents the colonising attempts to 
prevent Aboriginal people from using our meeting places.  
 
     
 
Figure 4. The Sorry Wall. Pamela Croft Warcon. 
All of the birdcages were then strung onto 4 rows of barbed wire to form a wall. 
Within the wall was a doorway, which people needed to walk through to view other 
works. The Sorry Wall represents all that we, as Aboriginal people, have 
experienced and it was in full view for all to see. Some saw this work as highly 
controversial. I was verbally told that some people might see The Sorry Wall as 
‘black arm banding’ Australian history.  I saw it as a representation, as a sum of all 
that had happened and experienced to us as Aboriginal peoples. The Sorry Wall 
along with Matters of her heart, which was also regarded as controversial and 
which has already been shown in the states of Queensland and New South Wales 
along with the Northern Territory was recently shown in a national exhibition titled 
70% Urban in Canberra (Australia’s Capital)(2008). Both The Sorry Wall and 
Matters of her heart were purchased by the Australian National Museum in 1999 
and this was the first exhibition of these items since that time.  
 
Working on ARTsong2 also stirred up many emotions. After exhibiting this work, I 
needed time and a safe place to deal with the removal from my birth mother, 
oppressive memories of growing up within a Christian fundamentalist family with a 
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childhood measured against the bible and a female life governed by shame, 
punishment and fear. My process was one of remembering, recording, and re-
nurturing myself over many days, months and years. The courage to confront the 
traumas and begin healing through visual narrative was to discover strength in my 
own voice that enabled me to speak out and own my past again in ARTsong 3. 
Owning my own skins (Figures 5 & 6). This work was first exhibited at the Wesley 
Hospital, which I think was fitting as it was about healing from trauma.  
 
Bronwyn Fredericks: I see that ARTsong 3 uses kangaroo skins as your canvas 
and paper.  
 
Pamela Croft: I used these skins to represent my skin. I was now not afraid of my 
truth nor to speak my story. I encourage other women, whatever their histories and 
whatever their backgrounds to speak their stories too. Telling our stories and 
expressing our stories are powerful ways that we can heal as women. I tell them to 
be proud of their growth and development and the journey they need to undertake 
in this life. I try and capture this in the works I do now and in the choice of 
mediums I use. 
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Figures 5 & 6. Owning my own skins. Pamela Croft Warcon. 
 
Bronwyn Fredericks: If we look at the other mediums you use, it seems from what 
you have explained and from your artworks that you use a large range of mediums 
don’t you?  
 
Pamela Croft: I produce prints and works on paper, canvas and wood. I use 
ochres and tree resins from the earth within my environment and from other areas. 
I undertake sculptural assemblage; installation and mixed media work and include 
found objects. Some people call it bricolage, which essentially means picking up 
useful bits and pieces from a culture and using them to make something, 
improvising, to even make something work better or to give it a new and 
sometimes more functional purpose.  I use things that are for one purpose and mix 
them up together and give them another purpose and meaning. Sometimes, they 
can still be connected and interpreted to the first meaning in the way I use them, 
and at other times they can’t be. Sometimes the use of bricolage becomes 
disruptive of continuities, of what is expected and perceived as “normal” within the 
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dominant Western culture. At times the use of bricolage and “bothways” creates a 
state of tension and confusion where we encounter structured oppositions of 
black/white; old/new; desire and taboo, giving the artworks a sense of the surreal. 
This is my challenge to the viewer.  
 
Bronwyn Fredericks: In your artworks, you frequently combine natural and man-
made objects. Can you explain what you do with these in your art practice and 
why?  
 
Pamela Croft: I use found objects or gifts of nature: road kill (bird wings, claws, 
feathers, bones and echidna quills), natural found objects (shells, coral, seed 
pods, bark, cicada shells, insects, tree resin and roots, bark, plant  material and 
ochre) and other salvaged objects (boxes, bird cages, ghost nets, ropes, 
memorabilia). The relationships between people and objects have all become 
distinguished recurring cultural texts in artistic practice. I take the familiar, the 
everyday, sometimes what is even considered the mundane from their original 
surroundings and transform and incorporate these common objects in my journey 
metaphorically and spiritually through a visual narrative of identity, landscape and 
memory. It is in this practice that I draw on the work of Friere and his belief that, 
conscious–raising is at its most powerful and effective when it is located in the 
context of ordinary realities of day to day living. Furthermore, that conscious 
raising is an effective strategy to support community growth and development. In 
hunting and collecting within a range of landscapes I also connect and re-connect 
with Country, land. When I hunt and collect with my partner and my dog, it is also a 
time for us to connect and re-connect to County, the land, to each other too.  This 
is how I sustain my spirit and it is part of my reality of living within and on Country 
as an Aboriginal woman. 
 
I additionally like exploring sameness and difference through using re-occurring 
design elements but mostly through the use of found objects and the gifts of 
Country and these assist in maintaining connections to Country and for 
sustenance of the human condition, the body, life itself. I use repetition in objects, 
symbols, colours, materials, l use mixed media, binding, weaving, layering, 
concealment, containment and revelation. I also use repetition in techniques and 
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praxis via collecting, sorting, grouping and gathering, for example, the cages in 
ARTsong 2. Repetition in my practice dominates my formal considerations of 
design and works not to aesthetics but to stress constituent elements.  
 
Bronwyn Fredericks: Your work is often read as highly charged or political, how do 
you see your own politics or political intentions emerging in your works? 
 
Pamela Croft: The ARTsong themes were constructed around lived experience 
and discourses of identity and Aboriginality. My later works contain the same 
themes with added narratives. Over the years numerous Aboriginal artists have 
reclaimed Aboriginal history and experience through visual narratives and they 
have been working towards realising the issues outlined in The Reconciliation 
Council’s Report. My work sits within this body of work too. Identifying 
reconciliation themes has involved deconstructing and reconstructing stories and 
memories as cultural texts embodied within the landscape and experience of a 
member of ‘The Stolen Generation’. My work constitutes a form of resistance to 
the continued domination of white Australia’s colonial history and a diary of cultural 
and spiritual connections, which has mapped my personal journey of healing and 
reconciliation. It has also assisted in dialogue and growth within others towards 
healing and reconciliation.  From this perspective, I guess some people would say 
that my work is political. A number of Aboriginal artists are regarded as political… 
Aboriginal people like Ron Hurley, Lin Onus and Emily Nyanurri all reclaim 
Aboriginal histories and experiences through visual narratives as I do.  In terms of 
Western artists, I have probably been most influenced by the works of Picasso, 
Madigliano and Frieda Carlos. 
  
As an artist I believe I have envisioned experimental spaces for communicating 
across boundaries – an imaginary space for the interaction of ‘bothways’ that 
honours both Aboriginal and white Australian narratives. My artistic sites invite the 
viewer to work with a particular image and place themselves in relationship to the 
image, for example The Sorry Wall. I enjoy challenging people to choose to be 
involved in my works in perceptual and conceptual ways, rather than just looking at 
something. I create spaces, sites and stories that allow people to pass through 
them, to have these spaces in our memory and to explore how our memory affects 
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the way we look at something. The action of publicly exhibiting the ARTsong series 
was to create healing and reconciliation texts for an interaction with the widest 
possible community as sites of potential freedom. In this, I was said to be political. 
 
Bronwyn Fredericks: Your ‘Mud Map’ series of artworks is of particular interest 
(Figure 7). They detail the movements in the water, the tides, and the animals 
found in different areas of Pumpkin Creek. What has undertaking this type of 
artwork told you about the environment? 
 
 
 
Figure 7. Mud Map. Pamela Croft Warcon. 
 
Pamela Croft:  Scientists, politicians and environmental activists, talk on the TV 
about global warming, greenhouse emissions, nuclear power and renewable 
energy resources. There are advertisements on TV that tell me to use different 
light bulbs and to change my showerhead to conserve water. They are looking at 
the big picture things. I see the day-to-day things, the changes in the water, along 
the coastline, in the Creek and on the land that laps the water.  I see what is 
happening to the mangrove areas. I have witnessed the removal of the areas 
where the crocodiles use to forage for food. The process of undertaking the “Mud 
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Maps” reveals all of this. The process maps out the connections to place revealing 
sets of relationships including the physical, physiological, social, spiritual and 
metaphysical. It also maps the botanical, colonial and the Indigenous layers of 
memories within the landscape sites. They are showing changes within the sites, 
within my mapping.  
 
Bronwyn Fredericks: What are the changes that have been mapped and how do 
you know there are changes within the environment, within Country? 
 
Pamela Croft: When I sit in the Creek I can feel the temperature of the water and I 
use to know exactly when the seasons were changing. Now days, it is harder to 
pick. The temperatures of the waters around Darumbal Country and Woppaburra 
Country have changed. The fish follow the tides and the temperature of the water. 
Other animals follow the fish, like pelicans, and other sea birds. With the warmer 
water, we now all have less fish. We have to go further out from the coastline to 
forage for food. The temperatures are not uniform – some areas seem to have 
changed more than others. The corals tell me that I am not lying. You see, the 
corals change colour, they become bleached when the waters get too warm. Some 
corals might regenerate; it is hard to say.  We hear on the TV in Australia that the 
frequency and severity of the reef beaching is inevitable. It concerns me that there 
will be further deterioration of the reef. To me, that says that other aspects of the 
reef will also deteriorate and die. 
 
Bronwyn Fredericks: What about the animals within the reef, along the coastline 
and in the Creek?  
 
Pamela Croft: There are now not as many crabs and ibis and seagulls. In my last 
series of ‘Mud Maps’ there were so few crab prints. It really bothered me. I will be 
going back down into the Creek soon to do another series of Mud Maps to see if 
the crabs have returned or if they are no longer there.  
 
Fishing has become a problem. The biodiversity within the waters has been 
damaged by large-scale commercial fishing and by large numbers of people 
recreational fishing.  People have fished for more than just what they need for 
 23
food. There have been incidents where fish have just been left or discarded. In 
2001 a big cod washed up on the beach near the Creek. It had been pulled up by 
a big trawler chasing smaller fish and just discarded.  I tried to incorporate that 
incident into my artwork at Yeppoon main beach but the local Council didn’t take it 
up. Maybe it was too political. What has happened now is that there are large 
areas where there are no fishing zones. This is vital if the area’s ecosystem 
biodiversity is going to be fixed up and protected.  
 
Bronwyn Fredericks: You have also concentrated on the pollution that washes up 
on the beach in some of your other artworks. 
  
Pamela Croft: Pumpkin Creek, Coorooman Creek, Long Beach and the other 
beaches in the area are always scattered with litter from people on boats out at 
sea. Most of the litter washes up in with the tides.  In 1997 I made a huge net from 
all the rubbish that washed up on the beach. I used small bits of other nets along 
with small pieces of rope, twine, rubber and plastic. I also incorporated all the 
skeletons of sea animals that I found trapped within the rubbish. I assembled the 
net across one entire side of my house and members of my community would 
watch as it progressed into this huge net. Sometimes they would also bring me bits 
that they had found too. The ocean would cast the rubbish out of itself as if 
knowing the destruction it does within the water.  
 
Bronwyn Fredericks: Tell me Pamela what do you try to do in your artworks when 
you put them into the public domain? 
 
Pamela Croft: Through my artwork, I try to ask the questions to people about how 
they know about Country, how do people understand Country and how will they 
contribute to the care of Country for now and the future. What decisions and 
actions will they take that will impact on the natural activities within the Darumbal 
landscape, the Woppaburra landscape, Country, and the other landscapes on this 
continent and on this planet? I ask how can we all best work to safeguard the 
landscapes and seascapes so they can continue to be enjoyed; and so that future 
generations will be able to see and know Country as we see it today and as it was 
seen yesterday? I want to ask the people who view my work, what are you doing?   
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My new narratives and art studies include: Art Books (Figures 8 & 9); vessels 
made using found objects and resin (Figures 10 & 11); and baskets made from 
ghost nets and ropes (Figure 12).  
 
   
 
Figures 8 & 9. Country: Artbooks.  Pamela Croft Warcon. 
 
 
   
 
Figure 10 & 11. Country: Vessels.  Pamela Croft Warcon. 
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Figure 12. Country: Basket.  Pamela Croft Warcon. 
 
These works once again challenge people about what they are doing and how they 
see Country. They also demonstrate the interwoven threads of colonisation, 
Indigenous identity, history, land, family, well-being, connection and relationships 
just as I have demonstrated these themes and issues in the past. I also continue to 
use innovation and use sustainable products such as wool, raffia, feathers, plastic, 
string, cables and wire to create both new products and reinterpretations of old 
ones. I recycle and explore a cross-cultural fusion with all my new works. 
Sometimes I find myself developing new forms, introducing new materials and 
techniques or experimenting with the creation of new forms. My Mud Maps are an 
example of this creation. I know that I push the boundaries of what art is and what 
is arts practise. Some artists constantly test the boundaries and transgress 
limitations of material, technique and marketability. Others also base their 
contemporary innovative designs on existing practises and forms including 
ceremonial objects and everyday implements and draw subjects from personal 
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history. I strive for creative practice which is consistent with my Aboriginal identity 
and my need as a contemporary artist and maker. I try to sustain the relationships 
between the old ways and the contemporary new ways - supporting cultural and 
creative health and sustainability - consolidating identity, providing meaning and 
connections between Indigenous perspectives of Country and culture and artistic 
production process. 
 
Bronwyn Fredericks: In concluding, Pamela can you outline how you have been 
able to establish yourself as a sustainable independent artist and how you have 
been able to sustain your arts career. 
  
Pamela Croft:  
 
• I continue to investigate and experiment with innovative and new design 
practices, processes and techniques; a significant part of the innovation 
process revolves around ‘creativity’ – the ability to generate new ideas, or to 
restructure and redeploy old ones. Time is needed to do this. 
 
• I see skills development as an on-going process and allocate time to 
improving my skills. 
 
• I try to network and market myself and my work. I know I need to work on 
this. 
 
• I try and expand my artistic work, design and experiences.  
 
• I nearly always say yes to any business opportunities that come my way. 
 
• I continue to apply for support and government funding.  
 
• I keep up with the latest copyright issues.  
 
• I remain motivated to maintain my small business endeavours and 
partnerships.   
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• I endeavour to search and follow up any export opportunities and options for 
a more sustainable future practice. 
 
• When I loose motivation I continue to remind myself how lucky I am - to be 
my own boss. I revel in my own space (the studio) and I have times when I 
socialise and meet many people and enjoy experiencing other cultures and 
places. I do not want to be or have to be a ‘house pet’ (Deloria, 2004, p. 29) 
or ‘window dressing’ (Mihesuah, 2004, p.44). 
 
• I have learnt to manage my finances so that I can provide myself with what I 
need -   and sometimes with what I want. 
 
• My training comes from a variety of experiences and I have developed basic 
knowledge and skills in administration and bookkeeping to survive within the 
arts industry. 
 
• I am not represented by an art centre or a commercial gallery and this has 
been a disadvantage as I have had to provide myself with office resources, 
working equipment, training, business and book-keeping skills. Other 
disadvantages have included isolation (out of sight –out of mind of curators), 
the lack of experienced mentors, coordinators to promote and show my 
work, support in financial and administrative areas and support to travel to 
exhibitions. However there are advantages to not being part of an art centre 
or gallery stable. I have the freedom to operate as an individual business, 
provides me the chance to design, promote and market my own studio and 
most importantly for me, I am able to accept whatever opportunities come 
my way and adjust my costs according to need. 
 
• While I need to focus on the production of my artwork, I also need 
secondary skills and certification to back up some of my artwork. For 
example, I need a blue card to work within schools. I need to do a lot of 
background research in order to work across and within a range of diverse 
regions and communities when I am asked to deliver art and cultural 
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workshops, share skills, knowledge and experiences, and produce public 
artworks. 
 
• Marketing, advertising, promotion and review of the work are key factors in 
shaping the future of the artist in the art world and I am still learning to be 
more confident in this area. My collaborations with Bronwyn Fredericks have 
supported an aspect of marketing and promotion as well as writing about my 
conceptual developments in my work. The combination of exhibition and 
text as a source of production for the greater market place, be it libraries, 
on-line or in bookstores serve as a record for inspiration for artists. Visitors 
and potential customers want to see books or catalogues containing work 
by the artist whose piece they are considering purchasing. Other Aboriginal 
peoples want to know what has happened, what has gone before, and what 
I am doing. I am also committed to leaving a legacy for other Aboriginal 
people and for non-Indigenous Australians.  
 
• As my body becomes physically limited due to illness I am experimenting 
and exploring new processes and techniques to sustain my art practice.  
 
• I am obsessed and passionate about producing visual narratives as this 
medium is how I find strength of my voice. 
 
Conclusion 
We have both walked and viewed the great rocks of the Keppel Sands bluffs that 
reflect and mark the edge of the land and the water of the Darumbal and the 
Woppaburra. We have viewed the islands within the Woppaburra waters. We have 
come to know the place of the Darumbal and the Woppaburra. When we walk 
along the water’s edge we can sense the impermanence within our lives through 
the wind and the waves as they kiss the shore and our heart beats. We look to the 
cliffs and feel inspired by their size, steadfastness, strength and beauty. We know 
that they get smashed hard when the water is angry and the wind is high and we 
know that they get softly caressed by the gentle waves and circulating soft winds 
as they tease. All the while they remain composed and intensify in their ability to 
face what is put before them. We think too that is how we wish to be as humans 
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over time and as we grow into older women and as sisters.  Through our individual 
and shared experiences of living within, on and in the Traditional Country of the 
Darumbal and Woppaburra people, the geographic areas now known as 
Rockhampton and the Capricorn Coast we have been able to forge a strong 
working partnership. We have voiced our vision to one another, grown our vision 
and are now enacting our vision as creative, artistic individuals and as a creative, 
dynamic partnership. We are extremely grateful that we have been able to work 
together with honesty and honour for each other. We have offered a glimpse of our 
lives as Aboriginal women who have tried to find a place for ourselves where we 
can interweave Indigenous intellectual traditions and creative cultural production 
process. We write with the desire to educate people about the experiences we 
have had that maintain us in the positioning of Other within the arts arena and 
contemporary society. We speak up to challenge the status quo. We write in the 
hope that it develops more than awareness but that we assist in developing a 
greater understanding of Aboriginal women’s lives and the will to make change in 
contemporary society. We write from the space we have developed to make a 
difference and to be heard. 
 
References 
Alfred, T. (2004). Warrior Scholarship; Seeing the University as a Ground of  
Contention. In D.A. Mihesuah and A.C. Wilson (Eds.), Indigenizing the Academy 
Transforming Scholarship and Empowering Communities, (pp.88-99). Lincoln: 
University of Nebraska Press. 
Brady, W. (2007). That sovereign being: History Matters in A. Moreton-Robinson  
(Ed.) Sovereign Subjects Indigenous Sovereignty Matters (pp. 140-154). Crows 
Nest: Allen & Unwin. 
Brady, W. (1999). Observing the Other. EUREKA STREET, January-February, 28-30. 
Croft, P. J. (2003). ART song: the soul beneath my skin. Unpublished Doctor of  
Visual Art thesis, Brisbane:   Queensland College of Art, Griffith University. 
Deloria, V. Jr. (2004). Marginal and Submarginal, in D.A. Mihesuah and A.C.  
Wilson (eds.) Indigenizing the Academy Transforming Scholarship and 
Empowering Communities, Lincoln: University of Nebraska Press. 
Fredericks, B. (2008). Understanding and Living Respectfully within Indigenous  
Places. Indigenous Voices and Indigenous Places. Otaki, Aotearoa: World 
Indigenous Nations Higher Education Consortium, 43-49. 
Fredericks, B. and Croft, P. (2008). Finding a Space to Make an Impact within the  
 30
Contemporary World. International Journal of Studies in Learning, Evaluation, 
Innovation and Development. 5(1): 1-12.   
Fredericks, B. and Croft, P. (2007). Voicing the visions we longed for and have worked  
towards. Indigenous voices and Indigenous visions. Otaki, Aotearoa: World 
Indigenous Nations Higher Education Consortium, 50-56. 
Fredericks, B. (2007). Mud Maps. Artwork of an Aboriginal Australian Woman inspires  
Action on Climate Change. Women and Environments International Magazine. 
Spring/Summer, 74-75: 12-14. 
Fredericks, B. (2006a). Reflections on the challenges with the Bringing Them Home Oral  
            History Project. Oral History Association of Australia Journal, 28: 14-18. 
Fredericks, B. (2006b). Pamela Croft and “bothways” philosophy. n.paradoxa  
:International Feminist Arts Journal, 17:  77-82. 
Fredericks, B. (2006c). One Aboriginal Australian Woman Artist’s Interpretations of  
         Womanhood in Contemporary Australian Society, Irish Feminist Review, 2:   
         91-97. 
Fredericks, B. (2003). Talking about Women’s Health: Aboriginal women’s  
perceptions and  experiences of health, well-being, identity, body and health 
services, Unpublished PhD thesis, Rockhampton: Central Queensland University. 
Freire, P. (1970). Pedagogy of the Oppressed. New York: Seabury Press. 
Freire, P. (1973). Education for Critical Consciousness. New York: Seabuy Press. 
Hooks, Bell (1994). Teaching to Transgress Education as the Practice of  
Freedom.  London: Routledge.  
Huggins, J. (1998). Sister Girl: The Writings of Aboriginal Activist and Historian  
Jackie Huggins, St.Lucia: University of Queensland Press. 
Mihesuah, D. A. (2004). Academic Gatekeepers in D.A. Mihesuah and A.C. Wilson  
(eds.) Indigenizing the Academy Transforming Scholarship and Empowering 
Communities, (pp. 31-47), Lincoln: University of Nebraska Press, Lincoln. 
Monture-Angus, P. (1995). Thunder in my Soul A Mohawk Woman Speaks,  
Halifax: Fernwood Publishing. 
Moreton-Robinson, A. (2008). Writing off Treaties: White Possession in the United  
States Critical Whiteness Studies Literature, in A. Moreton-Robinson,  
M.Casey and F.Nicoll. (Eds.) Transnational Whiteness Matters, Lexington Books: 
New York. 
Moreton-Robinson, A. (2007). Sovereign Subjects Indigenous Sovereignty Matters,  
Crows Nest: Allen & Unwin. 
Moreton-Robinson, A. (2000). Talkin’ Up to the White Women Indigenous Women  
and Feminism. St. Lucia: University of Queensland Press. 
 31
 
Nakata, M. (2004). Indigenous Australian Studies and Higher Education, The  
Wentworth Lectures – 2004. Canberra: Australian Institute of Aboriginal and Torres 
Strait Islander Studies, 20 pages.  
Nakata, M. (1998). Anthropological texts and Indigenous standpoints. Australian  
Indigenous Studies, Canberra: Australian Institute of Aboriginal and Torres Strait 
Islander Studies, 3-12. 
Robinson, C.D.M. (1997). Effects of Colonisation, Cultural and Psychological on  
my Family. Master of Science, Unpublished Honours thesis, Hawkesbury: Social 
Ecology, University of Western Sydney. 
Rigney, L-R. (1997). Internationalisation Of An Indigenous Anti-Colonial Cultural  
Critique Of Research Methodologies: A Guide To Indigenist Research 
Methodology And Its Principles, Higher Education Research And Development 
Society Of Australasia (HERDSA) Annual Conference Proceedings; Research and 
Development in Higher Education: Advancing International Perspectives. 20, 629-
636. 
Rigney, L-R. (2001). A First Perspective of Indigenous Australian Participation in  
Science: Framing Indigenous Research Towards Indigenous Australian Intellectual 
Sovereignty. Kaurna Higher Education Journal. 7, 1-13. 
Smith, L.T. (1999). Decolonising Methodologies Research and Indigenous  
Peoples. London: Zed Books. 
Warrior, R. (1995). Tribal Secrets: Recovering American Indian Intellectual  
Traditions. Minneapolis: University of Minnesota Press. 
Warrior, R. (1999). The Native American Scholar: Towards a New Intellectual  
Agenda. WICAZO Review: Journal of Native American Studies, 14(2), 46-55. 
Wheaton, C. (2000). An Aboriginal Pedagogical Model: Recovering an Aboriginal  
Pedagogy from the Woodlands Cree, in R. Neil (ed.) Voice of the Drum: 
Indigenous Education and Culture (pp.151-166). Brandon, Manitoba: Kingfisher 
Publications. 
 
